Chapter I JOHANN SEBASTIAN BACH: A Controversial Beverage in Eighteenth-Century Leipzig
Coffee, the subject of Bach's secular cantata, BWV 211, proved to be a controversial topic for women of the eighteenth century. Christian Friedrich Henrici, known by his pseudonym, Picander, produced this comic, semi-dramatic libretto set to music by Johann Sebastian Bach in 1734-35. When Leipzig mourned the death of Elector Friedrich August I of Saxony in 1733 and a new Elector took his place, Bach began his remarkable output of forty secular cantatas.
Bach's sacred cantatas outnumber his secular cantatas because he was required to produce a new one most Sundays. He wrote his secular cantatas for university functions, coffee house salons, and his own Collegium Musicum events. The Coffee Cantata was first performed at Zimmerman's Coffee House, presumably by the Leipzig Collegium Musicum, over which Bach presided. Thus, it is not surprising that when Zimmerman's Coffee House closed, Bach's output of secular cantatas immediately decreased (Goodman 2006) . Leipzig, Bach's final place of residence and a city acclaimed for its commerce and the world's oldest trade fair, was the creative space in which he wrote his late works.
This includes his most dramatic repertoire: the Coffee Cantata (BWV 211) and the Peasant Cantata (BWV 212). The city's emphasis on trade encouraged increased importation of coffee beans, which in turn raised consciousness about caffeine's effect on the brain and body. The consumption of coffee became an unacceptable activity for women, comparable to smoking and drinking. As taverns were converted into coffee houses, the new beverage replaced alcohol.
Gender debates in early eighteenth-century Leipzig focused on women's intellectual and creative limitations, as well as on the negative effects of caffeine on women. In a treatise contemporaneous to Bach's time, Daniel Duncan compared women's consumption of coffee to men's use of wine: "For this sex, which does not have as much to do, [coffee] serves in place of an activity, and women drown their cares in coffee as we drown ours in wine" (cited in Barron 2006, 201) .
Musical Configuration of the Plot and Characters
The Coffee Cantata consists of three solo characters, chorus, and a small chamber ensemble. Unlike the sacred cantatas, with their discrete movements and disparate texts, its subject and music are continuous, like that of an opera. Although Bach was not an opera composer, he nevertheless used the Italian recitative in his secular cantatas, thus transforming them into dramatic works rather than a collection of pieces. As in opera, the recitative between each aria and chorale accelerates the plot.
In his sung dialogue, the narrator quiets and gathers the audience to listen to the story of Herr Schlendrian and his daughter Liesgen. Schlendrian complains of the arguments between parents and children, deciding that his words "Go in one ear and out the other." He continues to complain in the ensuing dialogue with his daughter and the narrator, in which Schlendrian criticizes his daughter for indulging in coffee. Her reasoning is that she would dry up like a "roasted goat," if she did not have three cups a day.
Defending her beloved beverage further, Liesgen sings an aria, "Ei! Wie schmeckt der Coffee süsse (Ah! How Sweet Coffee Tastes)," in which she claims that coffee is "sweeter than a thousand kisses" and "smoother than muscatel wine." Bach's opening instrumental motive recurs when the vocal line enters, as shown in Figure 1 .
Bach treats the innocent text in a romantic, sensuous manner through his sixteenth-note triplet ornamentation. After she proclaims her faithfulness to coffee, Liesgen's father reacts. He begins by restricting her to their house, to which she responds, "Fine, just leave me my coffee."
He then warns that he will not supply her wardrobe with fashionable garments and ribbons, to which she retorts that she can do without. An obstinate daughter is not one to be won over easily, admits the father. He decides to attack her weak spot. In the recitative that follows, he threatens to withhold his permission to marry if she refuses give up her coffee. In her yielding response in the aria "Heute noch, lieber Vater, tut es doch," she indicates that if she only had a lusty lover before sleeping, she would no longer need coffee. The narrator divulges to the audience what the father does not know: Liesgen's secret marriage contract with her future husband stipulates that she be allowed to drink coffee. In the above-mentioned aria, Bach's unnatural setting of the German syllables, shown in Figure 2 , hints at Liesgen's deceitful plot. The equal emphasis in the musical setting of the two syllables heu-te differs markedly from spoken pronunciation. A trained singer would be inclined to sustain the vowel sound eu for a full quarter note. In my opinion, the detail of making each syllable strong gives the character a more determined demeanor.
Figure 2.
Bach: "Heute noch, lieber Vater." An equal emphasis on the syllables "heu" and "te" creates an unnatural pronunciation of the German word, heute (today). The same occurs for the word lieber (dear).
While the argument between the daughter and father offers comic relief, it also addresses women's inequality. Bach's comic portrayal of the issue in the Coffee Cantata helped bring the problem to light.
Chapter II

WOLFGANG AMADEUS MOZART:
"Trunk arias" or "Insertion arias" were a long-established tradition for Mozart (1756-91) and his contemporaries. As they traveled to their various engagements, singers would take along the scores of arias showing their particular vocal talents to optimal advantage--hence the term trunk aria. Depending on the term of their contract, singers often substituted these arias for ones originally written for the opera in which they were performing. "Vado, ma dove?" is one of two insertion arias Mozart wrote for the opera Il burbero di buon cuore (The Goodhearted Churl) by the opera and ballet composer Vincente Martín y Soler Mozart wrote the two arias for soprano Louise Villeneuve, who performed the role of Madame Lucilla for the November 9, 1789 revival at the Burgtheater. The aria was inserted into Act II, Scene 5, during which Madame Lucilla sings of her suitor's torment. It is a two-part aria with contrasting meter and tempo. Her frazzled soliloquy is distinguished by frequent modulation between verses and a recurring, "tormented" motive shown in Figure 3 . Mozart's conjunct descending and ascending melody, with characteristic two-note group slurs, preceded by a leap of a minor third, provides a whimpering effect. Figure 3 also shows that this motive is preceded by a fermata on a V7 chord, which leaves the listener expecting a resolution. The new idea continues to prolong this seventh chord, however, which does not completely resolve until the second section. Although he composed ten operas -most notably Rusalka in 1900 -his set of songs published as Cigánské Melodie, Op. 55, is better known today. The songs are characterized by rubato, chromatic accompaniment, and two-against-three cross rhythms.
1 Skočná: a rapid dance in 2/4 meter, also known as the "Dance of Comedians." Dúmka: a Slavic folk song that alternates in character between sadness and gaiety. Sousedská: a Bohemian dance in slow triple time. Therefore, the latter requires the breath support of an advanced singer, for the musical phrases tend to be more expansive. Manon's love for the finer things in life induces her to leave him just once, rather than three times. All of this to make the sprawling novel manageable for an evening in the theater.
Three selections from Cigánské Melodie
Manon: The Role
The intriguing, multi-dimensional character of Manon appeals to most audiences, who can relate to the conflicting temptations posed by wealth on the one hand and a seemingly perfect lover on the other--and, more generally, by the emotions attached to failed relationships. Manon is a fragile, docile girl of fifteen years old when she arrives at Lescaut's residence. Even though in the opera, Lescaut plays the role of her cousin, he reprimands her as a sibling when she listens to--but rejects--the propositions of an old rake. Nonetheless, the sight of pampered women in all their finery makes her regret that her parent's are sending her to a convent.
When Des Grieux -who immediately falls in love with Manon -enters the picture, she definitively decides that the abbey is not for her. Des Grieux will be arrested that evening by his own father and that he will be the only one able to provide her security, protection, and luxury. Once past this climax, however, as the end of the recitative leads into the G-minor tonality of the aria proper, Manon's thoughts turn regretfully back to Des Grieux, and specifically, to the little dinner table they shared and to which she tearfully bids farewell ("Adieu notre petite table"). Massenet represents this turn to a sad, reflective state with a simple, even bleak chordal accompaniment. The vocal line, broken by frequent rests, suggests sobbing. Finally, the turn to the key of G hearkens back to the earlier recitative passage that associated the aborted G-major cadence with Manon's regrets. Figure 8 show the opening of this aria proper. Chapter IV GUSTAV HOLST:
Influence on Style
Breaking with several centuries of European art song conventions, Gustav Holst (1874-1934) took a modern folk approach to the genre. Having been influenced by such figures as Mendelssohn, Wagner, Grieg, Dvořák and Tchaikovsky, Holst's style is romantic, but his melodies often take a highly idiosyncratic turn that separates his style from that of his predecessors. Holst is often only associated with the epic orchestral work, The Planets, but he wrote many fine works for chamber ensemble as well as art songs.
Although he was a musician from an early age, his neuritis made piano playing a struggle, and his lack of interest in the violin inhibited his progress on that instrument.
His unsuccessful audition for composition at Trinity College of Music in London after graduating high school halted his progress for a year. Later, however he was awarded a scholarship to study at the Royal College of Music. In 1893, while at the RCM, he met the established art song composer, Ralph Vaughan-Williams (1872 -1958 , whose opinion he came to respect (Mitchell 2001, 43-64) .
English Folk Song Revival
Holst's early compositions from the 1890s were marked by rich, chromatic ...but it was not until the early 20th century that leading composers turned in any great number to the vocalise as a concert piece. At first the genre was particularly cultivated in France…. ( Even to an ear unfamiliar with art songs, one can recognize the "Vocalise" from commercial advertisements or romantic moments from films.
"Vocalise" from Fourteen Songs, Op. 34
"Vocalise" was tailored to the artistry of coloratura soprano, Antonina
Nezhdanova , a soloist at the Bol'shoy Theater. Vocally, the legato melody requires adequate breath control and a great sense of musicianship. A variety of arrangements, tempi, and key signatures are available for almost any instrument.
Although originally written for soprano and piano, common combinations include voice and orchestra, or various combinations of voice with violin, cello, guitar or piano. The singer is at liberty to vocalize on whichever vowel is most suitable to his or her voice.
The majority choose a rounded a or a bright o vowel, and some alternate between the two.
The final five measures of the postlude include the first section's memorable motif inverted contrapuntally in the accompaniment to produce an exquisite collaboration between voice and accompaniment (see Figure 10 ). Rachmaninoff's expertise as a pianist and his knowledge of the voice are clearly demonstrated in this, one of his most popular works. During her studies, Dring assisted theatre director Angela Bull in writing shows, arranging pieces for orchestra, accompanying musical rehearsals, as well as acting in shows. Bull proved to be a major influence on both Dring's compositional philosophy as on her success as an arranger. Bull was critical of Dring's works as can be seen in the following excerpt from a letter to Dring regarding an arrangement she wrote for side drum.
I doubt if we've got anyone who can do one difficult rhythm you've written for side drum. Keep in mind the material we have actually got, not professional standards. I do these plays and the music to be of help and enjoyment to the children, not to try and attain the impossible. So everything has to be fitted to idioms familiar to them and techniques possible to them. They can achieve perfection within their limits but not even mediocrity when they are aiming at idioms beyond their capacity and experience. (Hancock-Child 2000, 13) Bull showed Dring that while ingenuity is compelling, her compositions would never be performed if she was not attentive to musicians' abilities. Such experiences may well have led her to write accessible music even in her mature years. In this, she departed from the modernist mainstream of post-war classical music.
Influences on Style
Early in her career, Dring came into regular contact with accomplished British art song composers like Herbert Howells, Ralph Vaughan Williams, and Gordon Jacob, and her works reflect their influences. Her traditional British tonality and her use of neo-Renaissance and Baroque rhythms can be attributed to Herbert Howells and Gordon Jacob respectively. Sparse textures in the accompaniment or a serious, demanding tone can be associated with Ralph Vaughan Williams (Brister 2004, 13-15) .
Neo-Baroque Style in Twentieth-Century Art Song
Dring wrote specifically for her voice, which was a delicate, agile soprano with an extensive high tessitura. This explains why Lord transposed many of her songs for high voice down a third. Although she composed mostly for herself, some of her pieces, particularly "The Enchantment," were set to poems that seem more appropriate for a male voice and have in fact been recorded by baritones.
A prime example of Howells' and Jacob's style in Dring's songs is the passage shown in Figure 11 , with its lilting six-eight time signature, its accents on strong beats, and its antique-sounding parallel fifths (which are a trait of Medieval, not Baroque, music). 
An Elizabethan Love Song
The Elizabethan poet and political advisor to the Queen Sir Philip Sidney wrote Betjeman hadn't much of an ear for music, was no singer himself. What he most liked was to listen to the sound of his own voice declaiming his own poems, but he had a passion for the old-time British Music Hall, the last surviving stars of which were still about in the 50s and 60s and all known to him personally. He made no secret of hoping that these and other music settings of his work might succeed in making him famous in this kind of world. (Cited in Horder, 1994) That he preferred his poetry to be sung to popular-style music may have inspired Dring's settings, with their blend of swing, blues, and jazz.
A Bay in Anglesey
"A Bay in Anglesey" is vocally challenging because of its large range and unexpected shifts in harmonic progressions. The prelude employs a repetitive, neighboring-thirds sequence in the accompaniment, which evokes the imagery of ocean waves. The static vocal line, unlike the accompaniment, reflects the textual reference to the "sleepy sound of a teatime tide" (see Figure 14 ).
Figure 14.
Dring: "A Bay in Anglesey." A static vocal line against an arpeggiated accompaniment depicting ocean waves.
The accompaniment continues to correspond to textual description throughout the song.
For example, while the poetry describes birds soaring above the sea, the accompaniment remains in the treble register, but as the text describes the bay and its seaweed, it shifts to the bass register.
Business Girls
The song "Business Girls is structured as a theatrical piece and built out of repeated motives and an arpeggiated accompaniment. Dring's constant use of modulation to prevent monotony is ironic in this instance, since both the poem and the musical parameters of motive and accompanimental suggest monotony. The repetitive accompaniment represents the routine of Camden women before work: eating breakfast, bathing, and seeing and hearing the same sounds every morning. These everyday occurrences are noticed by these particular women because they have nothing and no one to occupy them.
The last verse, which Dring directs to be sung softly and in slower tempo, is a set of directions for the lonely businesswomen: "Rest you there, poor unbelovd' ones/Lap your loneliness in heat/All too soon the tiny breakfast/Trolleybus and windy street." The postlude concludes with an ascending and descending scale of chromatic passing tones that mimics the wind described in the text Example 15). 
Undenominational
The expressive marking "declamatory, with conviction" added by Roger Lord is appropriate for the text and its rhythmically rigid setting heard in Figure 16 . The rigidity of the dotted vocal rhythm in unison with the top voice of the accompaniment reflects the traditional, austere preacher. The singer should introduce a hint of sarcasm in her tone to enhance the text's corrosive wit. An example of the latter is the mechanical intoning of revivalist hymn titles listed with gradually accelerating speed over a stepwise, ascending sequence in the accompaniment (see Figure 17) . 
B-Flat
Upper Lambourne
The town of Upper Lambourne is a section of Berkshire known for its horse races.
The Lambourne Downs or hills are perfect terrain for training horses. The poem concerns a celebrated trainer who died in 1923 (the year of Dring's birth).
To add variety and interest to the repetitive verses, Dring adds many expressive markings throughout the accompaniment and interludes between the verses. The meter oscillates between five and six beats per measure.
Song of a Nightclub Proprietress
Dring and Betjeman's sense of humor comes to the fore in this final piece, "Song of a Nightclub Proprietress." It is a witty vignette about a drunken, old club owner who has nearly gone out of business because an overpass is blocking the view of her establishment.
The free tempo and alternation between triplet and dotted rhythms creates the carefree, musical atmosphere of the club (Figure 18 ). The abrupt switch between the two rhythmic patterns suggests the unsure footedness of its drunken denizens. Descending chromatic scales also imitate what could be interpreted as drunken movements. Dring's two instances of spoken text within the song allow the singer to exaggerate the character's intoxication. Throughout this song, the text painting is amusingly conventional. When the text describes spiders "Rac[ing] across the ciders" (a case of delirium tremens?), ominous sounding chords are followed by a rapid sixtyfourth-note run (Figure 19 ). Figure   21 ). These atonal sonorities evoke a more reflective mood that contrasts with Amy's outward exuberance.
Adamo's constant modulation between unrelated keys (B Minor--B-flat Major--A natural Minor, etc.) yields an atonal and chromatic background against foreground diatonic and tonal progressions such as previously displayed in Figure 20 . It is sometimes difficult for the singer to find her pitches as she transitions from one tonality to the next. The composer described his style of composition in the following excerpt from his program notes included in Schirmer's film version of Little Women: "I knew Jo's wild imagination, her haunting memories, would free me musically to range between abstract and tonal, poetic and vernacular, song and symphonic forms" (Mark Adamo).
His style is inspired by the text both rhythmically and melodically.
